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A PERFORMANCE of the Sonata for Pianoforte and Violin 
to which Sir Michael Costa awarded the prize of ten guineas 
and a gold medal, offered by Trinity College, London, took 
place at the College, on Tuesday evening, the 4th ult. 
'rhe work was admirably performed by Mr. J. Conway 
Brown, L. Mus. (the composer), and Mr. Victor Buziau 
and enthusiastically received by the critical audience 
assembled. 

A PERFORMANCE of FarmerSs " Christ and tIis Soldiers " 
was given at the Church of St. Mary-the-Less, Lambeth, 
on Friday evening, the 7th ult., by the Choral Society con- 
nected with the church, under Mr. \01. Sexton, of West- 
minster Abbey. The solo parts were taken by members 
and the worlc was rendered in a very creditable manner 
Mr. A. F. Adcock, Organist, accompanied. 

THE first meeting of Mr. T. Albion Alderson's Choir at 
Newcastle-on-Tynewill take place on September I2,When 
Dr. Armes'sOratorio " St. John the Evangelist " (conducted 
by the composer) and Macfarren's " Christmas" will be 
performed. 

MR. WALTER PARRATT has been appointed Organist of 
St. George's Chapel Windsor, in place of Sir George Elvey- 
and Mr. C. L. Williams (of Llandaff Cathedral) succeeds 
Mr. C. Harford Lloyd as Organist of Gloucester Cathedral. 

THE: new organ bu;It by Messrs. Foster and Andrews 
for Henfield Church, near Brighton, was opened on St. 
Peter's Day, by Mr. Richard Lemaire, Organist of St. 
John's, Southwark, who gave a Recital after evensong. 

REVIEW 
L'Histoire de la Notatio?s Mvsi&vle, depgis ses Origines. 

Par M M. Ernest David et Mathis Lussy. Ouvrage 
couronnd par l'Institut. (Prix Bordin de I880.) 

[Paris, I882: a l'Imprimerie Nationale.] 
THE recent publication in Paris of a complete History 

of Musical Notation, by MM. Ernest David and Mathis 
Lussy, is, in its way, an important event and in regard 
to the special attention paid to the subJect of musical 
education at this moment in our own country it is, moreover 
opportune. In the French musical and literary world 
M. David is known as the author of " La Musique chez 
les Juifs." Most English musicians are acquainted with 
the exhaustive treatise on " Musical Expressions" by M. 
Lussy. We are told in the preface to the new work that 
it was a prize essay, and that the comprehensive title 
" L'Histoire de la Notation Musicale, depuis ses Origines," 
vas given by the Paris Academy of Fine Arts as the 

subject for competition in I880. The authors do not profess 
to travel much out of the region of plain narrative and 
research; for, as they say, to enter into the question of 
4; comparative Semeiography " would be to create a new 
science worthy of the labours of a Max Muller or a Bopp. 
Naturally, in a subject so limited as that of musical 
notation, the facts they narrate will, for the most part 
be familiar to the readers of the excellent articles in X 
musical dictionaries and in encyclopadias compiled from * 
the works of Hawkins, Forkel, Fetis and other historians. 
Still, in gathering the results of the researches of a long 
list of authors of all times and countries into one large 4 
quarto, MM. David and Lussy have not lost opportunities; 
of impressing on the mere mass of facts the stamp of their a 
individual opinions. Here and there they freely express 4 
their divergence from certain of their predecessors. In 1 
the very first page we find it assumed as more than pro- 
bable that no Semitic nation possessed any graphic system a 
of musical notation. Amongst the Semitic nations are 1 
placed the Egyptians t but M. David, to whom, perhaps, < 
we are indebted for the facts of the more ancient periods i 
of the history, explains in a foot-note that he has classified < 
the Egyptians with the Assyrians, Chaldeans, Phcenicians 1 
and Hebrews, not on ethnological grounds, but because of ' 
their constant intercourse with Semitic rsations. The 1 
importance of the point as to whether those nations had s 
any graphic system of music notation soon appears in the 
subsequent questions as to the origin of the Greek notation 
and eventually of the modern European. It has often ' 

4so 

beerl a favourite theory with some writers that the Greek c 
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musical system was brought by Pythagoras from Egypt. 
Others, with whom MM. David and Lussy agree 
ascribe the origin of Greek music to the Phoenicians. So 
far from the Greeks receiving their system from the Egyp- 
tians, the elaborate music of the latter people in after 
times was wholly of Greek origin. The notation employed 
was alphabetical and, it may be said, numerical, since the 
letters served the Greeks equally for their musical and 
arithmetical notation. Their method of solmisation was 
in principle the same as the hexachordal system that pre- 
vailed in the middle ages throughout civilised Europe, and 
continued in Italy, according to Padre Martini, even to the 
latter ha!f of the last century. The principle has lately 
been revlved in France and England. It was a system of 
mutations. Where we at the present day might sing re 11zz 
fa sol, the Greeks, prefixing the letter t to the vowels, sang 
ra TE tQ T@; and in following the scale la si do they re- 
peated the syllables ra 7Sq r. Their system of mutation 
was, however, in some respects different from the medixval 
and was more scientific.* The Roman musical doctrine 
was that of the Greeks, shorn of refinements and super- 
fluities such as delicate intonations and subdivisions of the 
octave, the multiplicity of modes, and other matters little 
suited to the more practical-minded Latins who were 
content to receive the " immutable system," and to retain 
two modes the Lydian and Hypolydian-out of the seven 
eleven, fifteen, or even more, in the Greek system. They 
retained also the alphabetical notation, which was only 
transformed by the substitution of Roman in place of Greek 
letters, and was subsequently adopted by Boetius, handed 
over to Pope Gregory, utilised by Guido d'Arezzo 
finally reappearing, with the Greek system of tetrachords 
almost intact, in the hexachords of modern history. In 
regard to certain points we are here of course in the midst 
of a maze of conflicting opinions. It is asked, " In what 
characters did Gregorywrite or note his antiphonary>'} 
" In letters of the alphabet," says Fet;S. " In ozeumbz," 
say his adversaries. "In no notation at all," says nr. 
Gevaert, " for Gregory knew none, and simply made choice 
of traditional chants and had them taught orally." Again, 
as to what is known in musical history as the Xota Yomana 

Fetis asserts it was alphabetical, because the neumes were 
not known in Italy until the eighth century. M. Gevaert 
confirms that opinion1 in regard to the chronology at least 
as he thinks both the neumatic notation and the theory ot 
the eight ecclesiastical tones were of Byzantine origin, and 
did not penetrate westward until towards the eighth 
century. Other authorities, with whom MM. David and 
Lussy seem inclined to side, assert that the neumes were 
known in Italy long before the time even of St. Gregory 
and that it was the neumatic notationthe veritable 7totA 

rownana-he employed in the antiphonary he caused 
to be exhibited as a model before the altar of St. 
Peters. The Rev. P. Dom. Joseph Pothier, whose 
work on the Gregorian melodies was noticed a short 
time since in THE MUSICAL TIMES, is of opinion that in 
all ages the alphabetical or numerical notation has been 
used only for purely didactic purposes. The nevcz are 
entirely distinct in object and origin, and have never sup- 
planted the letters, nor were the latter at any time sub- 
stituted for the neumes. They existed simultaneously. 
The one explained the other; as, we may add, alphabetical 
symbols, numerals, syllables, grave and acute accents 
and other signs are used at this day, to explain the staff 
notation in regard either to questions of abstract tonality 
or correct intonation. It appears from what we are told 
by M. David that the tonal ctccents employed by the 
Hebrews had many characteristics in common with the 
neumatic notation. There is nevertheless some doubt as 
to the date at which these accents originated. A high 
authority places it about the period the Talmud was 
finally edited-that would be only in the sixth century of 
our era. We have already quoted the opinion of M. David 
that no Semitic nation had a musical notation of its own. 
The music of the psalms and poetry of the Jews in ancient 
times was therefore learned orally and by tradition, and 
was noted neither by letters of the alphabet nor other signs. 

* To purely English readers the Greek solmisation suggests a 
curious question as to the correct pronunciation of thc cpsiloft. Was 
re pronounced tay, or honv} No other sounding of the English letter 
c would answer the purposes of the solfeggio. 
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The Talmud, which in other respects enters into minutise 
absolutely frivolous, does not, says M. David, make any 
mention of the " tonal accents." What it does mention is 
that a certain Levite svas reprimanded for not teaching 
to his colleagues-and it is understood orally-a melody 
he had composed for the recitation of a canticle. Every- 
thing, as our authors remind us, moulds itself to surround- 
ing conditions. It may be assumed that the earliest, like 
later, music used in religious ceremonies had a very 
restricted compass, and was little more than what Aristotle 
calls the " seasoning of poetry " by varied and organised 
modulations of the voice. The neuma themselves were 
scarcely more than mnemonics or aids in remembering a 
melody more or less familiar. The older neumatic signs, 
made up of points and commas and curves, without guiding 
lines, were not as numerous or as systematic as those of 
the Greek notation, but they were more complicated; and, 
adapted as they were to nearly all forms of vocal expres- 
sion, they servedtheir purpose so long as the music was 
homophonic, and the intervals sung were not greater than 
a third, or at most a fifth. The significance of the fact 
that the gradual reform of the neumatic notation was con- 
temporaneous with the appearance of the organum and 
the first germs of harmony in modern Europe has 
naturally been noticed by all historians; although 
at this period, from the eighth to the eleventh century, the 
narrative of musical history is not very connected or clear, 
and it does not appeat that any nascent idea of harmony 
had much influence in suggesting the happy notion, so 
curiously overlooked by all ancient nations, of graphically 
fixing the intervals of the scale by placing the points-or 
pUZICtd-of the neumes on separate lines and spaces.* 
Guido, to whom this invention at least may be ascribed, 
was not by any means unmindful of the organum or 
diaphc)ny of his day, but he and his precursors, Aurelian 
de Reome, Remi d'Auxerre Huebald de Sainte Amand, 
Odon de Cluny, and the rest, were monks, devoted to one 
object: the service of the Church, and the right rendering 
of the homophonic tones. It was rather to the second 
great reform in musical notation mensurable music- 
that the gradual progress of harmony lent so much aid and 
finally perfected. Another powerful element in both re- 
forms-the influence of popular or profane music, always 
despised by the ecclesiastics-has received ample justice at 
the hands of MM. David and Lussy. The growth of the 
modern harmonic system was in its turn greatly assisted 
by a change of scale, which may not have had its origin in 
the period we are speaking of, but the first written evidence 
of the reform occurs in the tenth century. The Greek 
system of scales *ras minor, and the central note we may 
call A, or Itr. It is often stated that Guido d' Arezzo 
added the gdewtma, or G, to that system; but long before 
the assumed date of the appearance of the microlog2es, the 
scale, or, more properly, system of scales, is to be found in 
the diagrams of his predecessors, Odon de Cluny and others, 
and exactly as it i8 presented in the hexachordal system of 
a later period, which as a system was in principle major 
and by the system of mutations wholly and practically SQ. 

The fundamental scales were C and F, and the nominal 
doks of the system of mutations were ut, fa ?Wt, and sol 
re 7Xt. The whole system, gsnsma included, was Greek, 
and even the hexachords were founded on an admission 
and an application of the Greek system of tetrachords. 
From the fact we have aIready seen, that the Latins 
retained only the Lydian and the Hypolydian modes of 
the Greek system-C and F there is reason to think that 
the transformation of the antique and minor system into 
the modern major system might have commenced at a very 
early period in our era. Offeringhere an individual opinion, 
we confess it is very difficult to comprehend what modern 
historians and musicians mean in using, so specifically as 

they do, the expression old {onctlity, when by a very 
ordinary process we can evoke at least seven major and 
modern keys from the Greek "perfect system," and can 
add more with the " immutable system," taking C and F 
as points of departure in transposition. MM. David and 
Lussy quote the disparaging remarks of Aristoxenus and 
Ptolemy in regard to notation. Those philosophers could 
not admit that " notation " should be accepted as proof of 
the science of music. To this our authors rather petu- 
lantly reply: " that may or may not be; but if Aristoxenus 
and Ptolemy had thought proper to give us one or two 
copious examples of music in the then revised notation 
they would have saved posterity a world of trouble. ' 
That is most true; but at the same time there is a tendency 
amongst musicians to mistake the symbols for the things 
symbolised; and it is just possible that the contempt ex- 
pressed by the moderns for the " old tonality " is one ot 
the fruits of that tendency. Although we should wish to 
follow this important and interesting work by MM. David 
and Lussy page by page, we can afford to pass over, as 
indeed we have already done, the well-worn subject of 
4 mensurable music," and we feel inclined to make a bound 
forward to the two examples of modern notation given in 
the concluding chapter. These are an extract from a 
pianoforte fantasia by Thalberg, and another from an 
arrangement of the overture to " Oberon " by Zarbeski * the 
latter scored on four staves, for the piano a claviers- 
renverses. From this pinnacle of an edifice which is truly 
one of the greatest marvels we possess of human ingenuity 
we can with our authors or shall we say with M. Lussy- 
revie^s the process by which it has been raised. We need 
not trouble ourselves to go back again to the age of 
Pericles or of Nero. Setting aside the two or three 
specimens we have of ancient music all of doubtful 
authenticity, we are asked under the guilance of M. Lussy 
to judge the music of the ancients by the cumbrousness of 
their notation; and if that is not sufficiently convincing, by 
the despicable construction of their instruments. As for 
Guido, " to the learned," says M. Lussy " he will hence- 
forth be nothing more than an intelllgent reformer of 
methods of musical teaching; but to the general public, 
whatever is said or done he will always be the inventor of 
the gamut, and the originator of our system of notation." 
However little Guido may have done, there is at least one 
thing he did not do-one thing to his credit, in the eyes of 
M. Lussy he did not invent that " monstrosity," the 
" system of mutations and hexachords." As for the " Har 
monic Hand," no one knows who invented it-John 
Cotton, or somebody-but it is better that its origin should 
remain in obscurity. These old devices of our ancestors 
began to disappear at the approach of the seventeenth 
century. But musicians in those days seemed to have 
thrived so well and lived so long, we have to go back to 
I5I7, the date on which Hubert Waelrant was born in 
Antwerp, to trace the bud that finally expanded into the 
full-blown i' modern tonality." It was he who invented 
the system of bocedisation, afterwards approved and adopted 
by Calvisius. But following Waelrant, who died in I595 
we have Van den Putte, otherwise Erycius Putaneus, who 
published in Milan, in I599, a treatise bearing in its long 
title those significant and almost classical words, "Sive 
septem discrinxins vocnm." There were also: Anselm, the 
Fleming; Pedro Urena, a Spanish monk; and, according 
to Alerseune, the Frenchman Lemaire, in I605, and others 
to whom is ascribed a share in the honour of " inventing " 
-as it is usual to say- but shall we not say, rather, " re 
establishing " ?-the seventh note of the scale. It is even 
doubtful whether the word "re-establishing" is strictly 
correct. In the book itself we are noticing, as well as in 
others, and particularly in " L'Histoire de la Musique dans 
l'Antiquite," by Gevaert, we find that the Greek method 
of solmisation was by trines, o r triads, as they called them; 
and because the unit, so to speak, of their system of scales 
was the tetrachord, just as the unit of the medixval system 
was the heptachord. Where required, the Greeks changed 
or repeated the syllabic sign after the third note, as- 
do re mi { fdcz rOI lcXi }. In the Middle Ages they 
changed the sign after the sixth note. In the fully ex-- 
panded system of these days, having the whole complication 
of keys pictorially before our eyes, we only repeat the sign 

* WIM. David and Lussy devote an interesting chapterin the history 
of the staff and the clefs to show again how the modern five-lined 
staff arose from the e]even lines formerly used, by the simple excision 
of the sixth liste, which, as a lucus a non lgcendo, represents the middle 
C, the pivot of the system of clefs, occupying the space now existing 
between the staves of a pianoforte score. Another curiosity of musical 
history they mention is the ' heptarchy " ruling in musical notation: 
seven notes, seven sharps, seven flats, severl naturals, seven forms of 
notes, seven rests, seven clefs, seven measures of time, seven modes 
of expression or execution, seven forms of grace notes, and seven 
xctaves in the usual compass of an instrument. 

THE MUSICAL TIMES. AUGUST I, I882. 
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to complete the octave. It seems to us as unreasonable to 
call the medixval scale hexachordal as it would be to call 
the Greek scale trichordal, and the whole difficulty is in 
confounding a scale with a double-octave system, and, in 
fact, in confounding theory and system in general with the 
details of notation. In regard to graphic detail, for which, 
perhaps we are as much indebted to Guttenberg as to 
Waelrant, we are indeed immensely in advance of our fore- 
fathers; but it is always a question whether the compara- 
tive absence of mental eSort, which M. Lussy rightly 
enough claims as the distinctive merit in the process of 
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ment for the visual representation of musical ideas. The 
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what modern musicians know and prize as form. It is 
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curiously interchanged and misapplied. Many OI US would 
find it difficult to explain intelligibly our opinions, and 
off-hand, as to which of the two principles-to the movable 
or to the fixed doh-are we to refer the Greek system of 
modes. The old question as to whether the relative mi110r 
or the to7tic minor represents one principle or the other 
is not so easy to decide and thoroughly expound as 
some might imagine. Again, how is it that musicians 
after presenting their series of chords in relation to a 
particular tonic, hesitate and prevaricate in pretending 
to explain to their readers or pupils a fact so ele- 
mentary as a chclxge of resolu{;ion ? The reason is, 
that we accustom ourselves to work with the visible 
representation of the several scales or keys on the hori- 
zontal lines of the staves, and all that is latent in the 
system we overlook. The 4'dynamic methods," revivals 
of ancient systems, are calculated to correct these habits. 
On that account with all gratitude to MM. David and 
Lussy for their researches and vivid and orderly present- 
ment of the historical facts of the question of musical 
notation, we feel disposed to reproach them, not for over- 
estimating the modern system, but for seemingly to magnify 
its advantages at the expense of accessory methods. These 
in reality, provide the key to what is otherwise a labyrinth 
of only partially intelligible symbols, representing well 
enough, with the aid of the clef and the staff signature 
gradations of pitch, and with sufficient accuracy for didactic 
purposes; but, masterpiece of ingenuity as the modern no- 
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the best qualities of a teacher who devoted himself with 
enthusiasm and with the most scrupulous attention to the 
duties of his office." No successor to the deceased com- 
poser in the directorship sf the Hoch'sche Conservatorium 
has yet been named. 

At Strasburg, fragments from a new opera entitle(l 
" Melusine" (a favourite subject, it would seem, nvith 
modern composers) were produced with much success. 
The composer is Herr Muller-Reuter, a Professor of the 
Conservatorium of that town, and a late pupil of the 
Hoch'sche Conservatorium at Frankfurt. 

An opera by the Duke Ernst of Coburg, entitled " Diana 
von Solange," was produced at the Kroll'sche Theater in 
Berlin last month, and met with a very favourable reception. 

A process by which decorations and other scenic acces- 
sories are rendered practically incombustible is now being 
applied by some of the leading theatres in Germany, whose 
example will doubtless soon be imitated by others. The 
process, the invention of Herr Pafen, of Frankfurt, consists 
in the impregnating of canlras and similar inflammable 
material with a chemical preparation, which in no way 
affects even the most delicate colours or the durability of 
the object impregnated, while introducing a new and 
important element of safety in case of fire. Experiments 
recently made with the preparation at the Court Theatres 
of Munich and Cassel have proved completely successful 
even sheets of gauze when exposed to a gas flame refusing 
to become ignited, the only effect produced being a very slow 
carbonisation. The significance of this fact becomes the 
more apparent when we remember the enormous sheets of 
this most inflammable of all materials employed in some 
of our modern stage representations, notably in the 
" Nibelungen " Trilogy, for which alone the Munich Hof- 
Theater, for instance, is said to have some g,ooo square 
metres of gauze-sheets amongst its scenic properties 

Herr August Wilhelmj, the eminent violinist, has re- 
turned to his home at Wiesbaden after an absence of nearly 
fouryears, during which time he has made the round of the 
world, visiting North and South America, New Zealand 
Australia, Asia (China, India, &c.), and returning to 
Europe via Egypt. The artist has met everywhere with 
the most enthusiastic reception, and has been almost over- 
whelmed with valuable presents and other tokens of 
admiration and regard. 

Glinka's opera " Life for the Czar" is to be produced 
next month at the Hamburg Stadt-Theater, under the 
auspices of Dr. Hans von Bulow, who will conduct the 
first performance of this interesting work. 

A commemorative tablet has been attached to the house 
-No. I8, Galerie Strasse, at Dresden-indicating that 
Carl Maria von Weber resided there from September I822 
to the time of his death (I826). 

On the I2th ult., a hundred years had elapsed since the 
first representation on any stage (in Vienna) of Mozart's 
opera " Die Entfuhrung aus dem Serail." Six years later, in 
I788, the work was likewise produced at Berlin with great 
success, although a critic of the period deemed it his duty 
to advise the young composer to {' take a lesson first from 
Dittersdorf before attempting to write a comic opera." 

Contrary to the statement made in German journals, 
and reproduced irl these columns, Herr Max Bruch has 
declined the proffered conductorship of the New York 
" Liederkranz," which has been conferred upon Mr 
Theodore Thomas, the well-known American conductor 

Gratuitous performances were given at most of the Paris 
theatres on the I4h ult, the anniversary ofthe nationalfste 
At the Grand-Opera M. Ambroise Thomas' " Fransoise 
de Rimini," was performed, for the last time this season, on 
the occasion in question, and at the Opera-Comique " Les 
Noces de Jeannette " and " Le Pre-aux-Clercs,? as the 
closing performances before the vacation. 

Four new operatic works are said to be now in the 
hands of M. Carvalho, the Director of the Paris Opera- 
Comique, to be brought out at that establishment during 
the coming season, viz.: " Lackm6," by M. Leo Delibes 
" Manon," by M. Massenet; " Carmosine," by M. F. Poise - 
and '4 I)iana,'7 by M. E. Paladilhe. 

M. Massenet, says La Musiqtf e Populaire, will next 
winter pay a visit to Berlin, Hamburg, and Vienna, in 
orHeerrtdibde ,p,resent at the production there of his opera 
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tation may be, it fails utterly in defining specific tonal or 
tonic relations in harmosly. Unimprovable as it may ap- 
pear, and in most respects is, as a fixed doh notation, it 
still bears the impress of a certain period of its existence 
when the new tonality was already highly developed 
but when the " continuous melody," involving the " con- 
tinuous," or what may be loosely called the " non-cadential 
harmony" of the modern music-drama, must have been 
inconceivable. The defect cannot be remedied. It is in- 
herent in the nature of the notation, in its origin practically 
adapted to a melodic system. But it discloses the use of 
accessory methods that, whatever may be their value in 
elementary teaching, are in principle essential to a right 
comprehension of the theory of modulation, in which a 
sense of absolute pitch is only of secondary importance 
The whole art of music is a question of organised contrasts 
and of relativity. 
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FOREIGN NOTES. 
THE first public performance of Richard Wagner's new 

music drama " Parsifal " is to take place on the ISt inst. 
at Bayreuth, and for some time to come this latest manifes- 
tation of the genius of the reformer will supply the chief 
topic for discussion in advanced musical circles, both in 
Germany and elsewhere. In the face of the extraordinary 
interest clustering around the performance in question, we 
are reminded of the following enthusiastic words of a con- 
temporary German music-historian, viz.: " To speak of 
the ' success ' of a first production of a new work by 
Wagner sounds in these days almost like a platitude. It 
is an event. As a matter of fact, every new work of 
Wagner's since ' Rienzi' has proved an artistic creation 
of enduring value, and an enrichment of the rQertoire." 

We read in the Allgemeine Deutsche Mllsik Zeifung: 
" Among the new and most remarkable effects included in 
the forthcoming performances of ' ParsifalX at Bayreuth 
may be mentioned a bell-instrument manufactured by 
Steingraber, of Bayreuth, after a deslgn made by Hof- 
kapellmeister Hans Richter. The mechanism of this 
instrument consists in a keyboard of four keys, some six 
centimetres wide, each striking upon six pianoforte bass 
strings, whereby the sound of four distinct bells is pro- 
duced. In connection with four gongs (manufactured in 
England), of corresponding tonality, the peal of bells is so 
exactly imitated that we seem to hear four mighty brass 
tongues speaking donvn from the giddy heights of a cathe- 
dral spire. One of the most difficult portions of ' Parsifal ' to 
manage, both musically and scenically is the magic with the 
flower-nymphs in the second act. Thirty excellent singers, 
1nC1Ud1ng S1X SO10 Yoices have, however, already completely 
mastered the intricacies of this scene. Among the six 
soloists there is a singer from New York, Fraulein Johanna 
Meta, who some time since made her debtAlt at Munich as 
Elsa, in 'Lohengrin,' and was at once engaged at the 
Hoftheater." 

Among the French musicians who have gone to 
Bayreuth to witness the " Parsifal ' perforInance are M. 
Camille S;aint-Saens and M. Charles Lamoureux, the well- 
known chef-d'orehestre. 

Joachim Raff, whose death we announced in the 
obituary column of our last nunlber, has left two sym- 
phonies in an entirely finished state, one of which is al- 
ready in the hands of the publishers, Messrs. Linnemann, 
of Leipzig. They are entitled respectively, " In the 
Autumn," and " In Winter," thus completing the sym- 
phonic cyclus of the seasons eontemplated by the com- 
poser, whose" Spring" and " Summer" symphonies are 
already familiar numbers in concert programmes. The 
public examinations at the Hoch'sche Conservatorium, at 
Frankfurt, whereof the deceased musician was the director 
were held from the 4th to the 8th ult. " On the first four 
days," the Frankfurtct Zeitu:g remarks, " the pupils of 
the higher vocal and instrumental classes were heard 
while on the fifth day the members of the class for com- 
position, which had been personally conducted by the 
Director, produced some of their own compositions. The 
result of these examinations is the most honouring tribute 
that could be offered to the memory of the late Principal 
of the institution, and the most conclusive testimony to the 
fact that with his great productive activity Raff combined 
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